conventions; that is, as picturesque with melancholic overtones and without reference to the working life of the station. The second set of photographs of Pulletop, in the Riverina District of New South Wales, were commissioned by the owners Edmund and Ashley Westby and were made by a commercial landscape photographer from Sydney, Charles Bayliss. iii Although there are some conventional landscape and view photographs in the set and some references to the cultural life of the station, there is more emphasis on the working life of the station. Notably, neither set of photographs depict Aboriginal subjects and the Aboriginal absence in these photographs is significant in relation to the colonisation of the land. iv
The differences between the two sets of photographs are not simply reducible to notions of "old" and "new money," although the different sets do suggest changing ideas of symbolic representation of wealth and social prestige. Both the Dockers and Westbys were immigrants with some capital to invest in Australia and both families held positions of influence and respect within their communities (although the Dockers were more influential in this regard). Yet there were significant differences in the families and their relationship to economics and politics. Some of these differences relate to the changing social and economic context in Australia between the 1860s and 1890s. The conventional and delicate photographs of Thornthwaite reflect Docker's educated and monied background, while the photographs of Pulletop reflect the sensibilities of Westby's investment in a modern working landscape. The photographs are not simply descriptive in this regard, however, and indicate too an investment and interest in the symbolic significance of the landscape and pastoralism. This paper then will examine the backgrounds and histories of the two families in relation to the sets of photographs and the wider economic, social and ideological changes happening in Australia over the latter half of the nineteenth century; this will include a brief analysis of the absence of Aboriginal subjects both in relation to the melancholic overtones of the Dockers' photographs, and the organisation of labour represented in the Westby photographs.
My analysis of these photographs and their contexts utilises an approach developed by Elizabeth Edwards. v Arguing for a close reading of photographs that identifies both "possible closures of meaning, and open spaces of articulation" she proposes that the "whole performative quality of the image" be acknowledged. Like the social saliency of the material object, active agency implies a level of performance, projection and engagement on the part of the object. In the idea of performance, and its more overt and formal manifestation, theatricality, is implied a presentation that constitutes a performative or persuasive act directed towards a conscious behold.
ix
In relation to the photographs under scrutiny here, Edwards' approach enables a historical contextualisation of the production and use of the photographs that is indebted to materialist historical methodology; that is, a historical contextualisation of the photographs that acknowledges the social material relations of the production and consumption of the images.
x Such an approach requires an engagement with the context of production, an understanding of the broader society at the time of the images' production, and an engagement with the discursive spaces in which the images originally appeared. However, the "fractures" created by the difficulty of reconstructing a complete historical context combined with the openness and suggestiveness of the photographs themselves enable the performative qualities of the photographs to be interpreted with a view to analysing what was, and is, at stake in these representational practices. It is clear in both sets of photographs under scrutiny here that a performance is being conducted in the photograph and that the photograph was designed to act performatively in its use: citing and reiterating economic success, Demonstrating that Australia was a society "polarised around capitalist production relations," and examining working class resistance, xiv their account of class helps to situate the visual and discursive changes evident in and suggested by the differences in the sets of photographs examined here.
Amateur and Professional Photography
Commercial portrait photographers largely initiated photography in Australia, but during the late 1850s, some middle-and upper-class men and women were practicing photography. xv Fulfilling a mid-Victorian convention of making leisure time In Thornthwaite (Figure 1 ), the man kneeling in the foreground seems to be taking a particular interest in one plant; whether for purposes of tending to the plant or studying the plant is unclear. In either instance, the gentleman in the garden is not labouring (and he does not undertake strenuous labour in the other photographs) but
shows care and attention to his activity. In the nineteenth century it was believed that the study of natural forms could lead to the growth of mind and contentment of spirit.
liii The gardener's dress suggests that he is a member of the household rather than an employee. The garden is a site for the exploration of a variety of natural forms that exhibit good taste and which facilitate the development of the mind and character. The garden also signifies the gentry's virtuous colonisation of space through the creation of cultured, cultivated and purposeful lands that, at least in the nineteenth century, justified Aboriginal dispossession. A photograph of the Middlebrook River, Thornthwaite from the North (Figure   2 ), conforms to a picturesque sensibility. The river is centrally placed but snakes through the landscape and a large tree on the right frames the entire scene. Under the tree is a house and the homestead and wider property can be seen in the distance. This house is clearly less important within the landscape (and would not command the same view that the homestead does) but has its own enclosure and easy access to the water. On close inspection a woman with four children are posing in front of their house. They are not large enough or clear enough to be identifiable and yet their inclusion/elision within the image is significant. Working people and tenants do appear within the picturesque tradition. The inclusion of people and their dwellings could suggest the landowners' benevolence, the prosperity of a larger community that came from large estates and could also signal opportunities for the landowner to engage with the "humbler neighbours and … The picturesque setting of the homestead is privileged over the working aspects of the landscape but the colonisation of land is nonetheless successful and morally justified within the historical discourses of land productivity. Indeed, their aestheticised and partial representation of the property not only disavows Aboriginal dispossession, but it also disavows the labour, and types of labour, happening on the property. The financial failure of the property was not necessarily significant as the demise of the Dockers' pastoral period and their move to Sydney coincided with broader changes in the political life of the colony. As the financially successful in the urban centres gained greater political power, the power of the pastoralists started to wane; indeed merchants in the urban centres were in a stronger position to influence politics and policy making. lxiv Given that political power was now centred in the towns and given the Dockers' social prestige, perhaps the departure from
Thornthwaite was more than an economic necessity.
The photographs, however, are not without their troubling aspects. As noted earlier, the photographs of the homestead and wider landscape have a melancholic tone to them. The melancholic tone of the images therefore operates as a "fracture" in property, a note of regret appeared within their work. The melancholic overtone of the photographs could be seen as a wishful looking back on the idylls and elisions of the gentry's pastoral existence. And although these photographs could represent a fragile and lonely settler experience, the photographs, by excluding both those who worked on the property and those who were dispossessed, evoke notable absences.
The Pulletop Photographs
Edmund have been subject to analysis by Nigel Lendon; his account of the album focuses on the ideological implications of the photographs and the production of wealth. lxxxii Lendon therefore argues that these photographs were signs of "the buyer's social relationship to [the] … production processes" and they confirm the viewer as middle or upper class. lxxxiii Lendon further argues that these photographs were not able to transcend particularity, making their audience and messages of proprietorship evident. Lendon's account has been criticised for being limited and for not acknowledging the workers as the central subject of the photographs. lxxxiv Whilst I broadly agree with
Lendon's analysis, a close reading of these photographs suggest some developments on the labour theme, especially as the workers seem at ease during a fraught period in the history of labour relations. Moreover, the photographs resonate in the here and now and thus problematise wholly instrumental interpretations of the photographs. In a contemporary context, however, Australian audiences have the opportunity to reimagine and populate Australia's pastoral working past. This is a fraught past, evocative of labour disputes and competing desires for Australia's working future but the photographs indicate too, a sense of confidence and ease in the creation of a pastoral working environment. The absence of the representation of Indigenous labour, however, needs to be acknowledged as a means of disavowing Aboriginal dispossession and the exclusion of Aborigines from the discourse surrounding the rights of working men.
